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Abstract
The aim of this article is to develop an understanding of what happens when Instagram photography is used for branding
a place. Questions raised are which photographs are taken and published, does the practice result in novel ways of rep-
resenting a place, and, in turn the image of a place. A practice approach to photography is used where focus is directed
to the performative aspect of photography. Fifteen qualitative interviews were conducted with participants in an Insta-
gram takeover project concerning their photographs. The study shows that adopting a communication strategy based on
visual social media is dependent on the participants’ competencies and that it is embedded in everyday life. Moreover, the
participants’ photographic practices were found to be influenced by social conventions, which resulted in the city being
imagined differently by different participants. To use visual social media such as Instagram for branding purposes does
not necessarily mean that novel images are generated, but that they are choreographed according to the conditions of
Instagram as medium.
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1. Introduction
Place branding strategies commonly incorporate visual
social media to promote favorable, or counter negative,
images of cities, regions and nations (Braun, Kavaratzis,
& Zenker, 2013). Visual social media applications and
smartphones enable non-professionals to produce their
own images of the city which are assumed to provide
a more authentic and innovative image of a place than
professional photographs produced for strategic reasons.
There are great expectations regarding the effects of vi-
sual social media campaigns on citizen engagement in
community life and to change and improve the image
of a city. For instance, the Swedish municipality of Land-
skrona seeks to alter negative images of the city of Land-
skrona through a so-called Instagram takeover, in which
a different citizenmanages the account eachweek to rep-
resent his or her view of the city.
Strategies in which everyday practice is used for a
particular aim are increasingly used to promote places,
but, so far, critical examinations of such strategies are
rare. To a great extent, place brands tend to be under-
stood through visual artefacts. The problem is, however,
as Kavaratzis (2009, p. 27) points out, that the visual is
commonly understood as “elements of branding such as
the incorporation of a new slogan and, at best, the design
of advertising campaigns around those visual elements”.
In contrast, the concern of this article is not with the rep-
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resentational aspects of a place brand, but with gaining
understanding of the change in power dynamics with re-
gards to how such representations are produced. Prac-
tices on visual social media platforms challenge the dis-
tinction between professional and amateur and strategic
and non-strategic. In order to explore this particular dy-
namic, this article is informed by practice theory taking
into account the individual, social and technical aspects of
how photos are taken and shared. The most distinguish-
ing feature of the Instagram platform, for instance, is that
it enables non-professional actors to enhance photos by
adding a filter that gives them a glow and makes them
appear professional. In Instagram takeovers, participants
use media that they are familiar with, and draw on previ-
ous experiences and practices embedded in everyday life.
The aim of this article is to develop an understanding
of how non-professional images are produced and used
in the photo-sharing platform Instagram for strategic pur-
poses to strengthen a place brand. The study is based
on a single case of a city branding campaign involving
Instagram-takeover in the Swedish municipality of Land-
skrona. The study contributeswith knowledge onhowev-
eryday photography is included in communication strate-
gies and what it means for the practice. Moreover, the
study also contributes with glimpses of an emerging In-
stagram culture of taking and sharing images of place
brands and the changing power between communica-
tion professionals and laymen in forming and sustaining
a place image.
2. Theoretical Framework
In previous research, photography has predominantly
been approached from a representational perspective,
i.e. focusing on how photographs reflect ideas, visions
and places, etc. Less attention has been paid to the prac-
tice of taking and sharing photographs. The practice turn
has influenced many other fields of studies for instance
organizational studies, tourist studies, consumer studies,
but has been relatively absent from studies of photogra-
phy (Gomez Cruz & Lehmuskallio, 2016). However, the
benefits of applying this approach to further the under-
standing of photography has been emphasized by sev-
eral researchers (see for instance Chalfen, 2016; Gomez
Cruz & Lehmuskallio, 2016; Pink, 2011; Van House, 2011).
Research adopting a practice approach to photography
is generally underpinned by a few basic assumptions,
such as the role of structure for agency, the performa-
tivity of social life, that practices are collectively orga-
nized and coordinated by shared understandings, proce-
dures and engagements, and that practices are relational
and change over time. A few notable examples of stud-
ies that approach photography from a practice perspec-
tive can be found within sociology of consumption re-
search tradition (Shove, Watson, Hand, & Ingram, 2007)
and research informed by science and technology stud-
ies (STS) (Van House, 2009). Drawing on a combination of
STS and non-representational geography (Thrift, 1999),
Larsen (2008) argues that everyday photography con-
verges with tourist photography, which he broadly de-
fines as an embodied social performance and “leisurely
picturing practices conducted away from home” (p. 143).
He further states that tourist photography is “bound
up with performing social relations” turning places into
“dramaturgical landscapes” and that digital tourist pho-
tography is “networked with everyday communication
technologies” (Larsen, 2008, p. 143). In line with Larsen
(2008), this study is concerned with the hybrid practices
of photography and not the photographs. The focus of
research is thus the doings of digital or smartphone pho-
tography and in particular the material production, dis-
play, and circulation of photographs. Digital photography
is here viewed as, to quote Larsen (2008) once more, a
“complex amalgam of technology, discourse, and prac-
tice” (p. 143; see also Orlikowski, 2007; Schatzki, 1996).
In addition, to take photographs with a smartphone is
a practice that is often enacted in the course of every-
day life guided by social conventions and norms. Hence,
photographic practice is viewed as combinations of men-
tal frames, artefacts, technology, discourse, values and
symbols (Orlikowski, 2007; Schatzki, 1996). A particular
combination of these different building blocks consti-
tutes practice, which can be captured through the “rou-
tinized ways in which bodies are moved, objects are han-
dled, subjects are treated, things are described and the
world is understood” (Reckwitz, 2002, p. 250, in Postill,
2010). Edensor writes that “When stepping into partic-
ular stages, preexisting discursive, practical, embodied
norms and concrete guiding by guides and signs usually
choreograph tourists” (Edensor, 2001, p. 71). The prac-
tice studied here, to take photographs for instrumental
purposes and publish them on an official and open Insta-
gram accountmeans that an everyday practice is put into
a newcontext.Wedonot know if andwhich “pre-existing
discursive, practical, embodied norms” guide the partici-
pants’ practice.
2.1. Photography as Everyday Practice
In order to understand digital photography as everyday
practice we have turned to a classical study of how pri-
vate family photo albums are produced (Chalfen, 1987).
Chalfen (1987) argues that photographs are embedded
in a communication process that includes five commu-
nication events that must be taken into consideration
when analyzing photography. Hence, it is a communica-
tive perspective on practices of picturing. First, the plan-
ning event which involves when photographs should be
made, who makes them, what kind of equipment is
used, what kind of preparation in terms of knowledge
is needed for taking photographs. Second, on camera
shooting includes the camera technique. Third, behind
the camera shooting, means who is included or excluded
from a photograph, the kind of settings, environments,
activities, events, systematic arrangements, posing, so-
cial relationships, verbal instructions used in order to get
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a feeling of managed presentations. Fourth, the editing
event, if and how images are arranged or rearranged and
finally, the exhibition event, how it is socially organized,
who initiates it, promotes or restricts it andwhen it takes
place. The components can be used to describe the oper-
ation and how an impression and event are formed into
a visual code—the photograph.
The communicative events developed by Chalfen
(1987) concern analogue photography but there are rea-
sons to believe that the communicative events are rel-
evant when digital technology is used. Chalfen (2002)
states that camera technology does not control the prac-
tice. However, conditions for the activities are differ-
ent. Van House (2011) concludes that more photographs
are taken. Prior planning is reduced and photographs
are taken more spontaneously, particularly when cam-
era phones and smartphones are used. Everyday life sit-
uations are being photographed, so what is regarded as
photo worthy has changed. Software makes it possible
to easily change, remove and improve photographs. New
technology makes it possible to archive large numbers
of photographs. It is also possible to share photographs
to an extent that has never previously been possible.
Given these facts, researchers tend tooveremphasize the
changes due to new technology. New functions and be-
havior are claimed to have replaced old ones. They ap-
pear as new media and imply new behavior, which is in
sharp contrast to and different from previous practices.
However, empirical studies of photography (Pink, 2011)
point to the fact that “old” ideas, practices and technique
are integrated or exist parallel to the new ones.
Digital photography has also been paired with social
media applications such as Instagram. Instagram allows
the user to instantly share their images on a social net-
working site. Moreover, it provides the user with a num-
ber of digital photographic filters to use and possibili-
ties for othermanipulations, for instance cropping. It pro-
vides the user with easily used tools but it is also a con-
strained environment (Zappavigna, 2016) as there are re-
strictions, for instance, on image dimension. The types
of image created have been studied and several schol-
ars have pointed out that the “selfie” is the most com-
mon type of image (Dinhopl & Gretzel, 2016). Dinhopl
and Gretzel (2016) suggest that selfietaking, which is a
social media related practice, has consequences for pho-
tography in other domains of life, i.e. tourist photogra-
phy. The focus of tourist photography has moved from
the extra-ordinary to a focus on social relations and a
shift towards the personal to self-expression and iden-
tity formation. Hence, photography practice takes place
in a networked society, and is influenced by social me-
dia practices. So far there are few studies of the role of
Instagram for photographic practice.
3. Methodology and Empirical Material
This study is focused on photographic practices used for
visual social media and their role for strengthen a place
brand. Interviews are used, as expression about action is
important, and to elucidate how the participants make
meaning of the photo task. Before giving amore in-depth
presentation of the interviews and the analysis, the case
will be presented.
3.1. An Instagram Takeover Project
This study is based on an Instagram takeover project car-
ried out by the mid-sized Swedish city Landskrona, situ-
ated on the south-west coast of Sweden. Likemany other
European cities formerly dominated by shipbuilding, the
city has been forced to find alternative industries and
new values for its identity. Social problems are well docu-
mented and a few incidents (assaults and honor killings)
have gained enormous negativemedia attention. A study
carried out in 2012 by the city administration, revealed
that common associations of Landskrona, among those
living and working there, were unemployment, criminal-
ity and multiculturalism. In order to improve the city’s
reputation, a social media initiative was launched on De-
cember 3, 2012. The official Instagramaccount of the city
is controlled by a different citizen each week to portray
the city through his or her images.
Participants are recruited on a voluntary basis. In-
structions for the participants are few, but have been de-
veloped during the progress of the project. Initially, re-
strictions on photographing people were communicated.
The project is anticipated to increase engagement
and participation in city life among local actors, ulti-
mately generating more positive associations of Land-
skrona city. Representations are expected to be personal
and more of an inside perspective.
3.2. Photo-Elicitation Interviews
In-depth interviews were carried out with participants in
the project. The photographs the participants had taken
and published on the official Instagram account served
as input for the interviews. The procedure can be de-
fined as photo-elicitation interviewing, implying that the
photographs are important for the conversation but they
are not analyzed per se (Clark-Ibanez, 2004). The experi-
ence of partaking and how the participants plan and per-
form the taskwere discussed. The communicative events
defined by Chalfen were included. To acknowledge the
role of structure, we asked explicitly about experience
of the technology (digital cameras, Instagram and other
social and visual media). Questions about conventions
were asked and the interviewees also spontaneously dis-
cussed “normal” behavior and, explicitly, dos and don’ts.
The guided conversation took from 45minutes up to one
hour depending on the number of photographs the inter-
viewee had taken. All interviewswere recorded and have
been transcribed.
The Instagram takeover project had been running for
eight months when the interviews were carried out. Al-
most thirty citizens had participated. Half of this group
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were selected for an interview. In order to be able to
understand practice and different practices we wanted
a heterogeneous group of interviewees, i.e. a strategic
selection. Participants of different ages were selected as
this can indicate different experiences of photography
and familiarity with social media. Participants with ob-
viously different ways of representing the city were se-
lected. The result was that fifteen participants were con-
tacted, and they all agreed to an interview.
The analysis can be described as taking place in three
steps, i.e. categorization, comparison, dimensionaliza-
tion (Spiggle, 1994). The communicative events devel-
oped by Chalfen (1987) functioned as a frame for the
analysis while the meaning and performance of the dif-
ferent steps were derived from the interviews. There
were also ideas we had not foreseen that informed the
analysis. For instance, the well-articulated guiding princi-
ples for their performance were unexpected, and there-
fore the analysis was expanded to cater for this impor-
tant aspect. Hence, categories were formed based on
theory as well as derived from the interviews.
Those categories were compared and organized, i.e.
dimensionalization has been made. The different codes
were grouped into more conceptual classes; categories
were made (Spiggle, 1994). Differences were compared
to form ideal types. Ideal types are defined by Weber
as an abstract analytical construct, which will never be
discovered in this specific form (Aronovitch, 2012). Ideal
types are constructed and named by the researcher and
are based on selected characteristics. The interpretation
andway to perform the task as well as ideals used for dis-
cussing their way of performing are used for distinguish-
ing between the three ideal types. The point is never to
classify individual interviewees to any ideal type rather to
present different performances (Halkier, 2011). Hence,
unique characteristics and differences are emphasized.
To identify and present performance in terms of ideal
types is a way to illustrate the social constructed practice
of taking photographs.
4. Practices of Instagram Photography
From the interviewees’ expression about photography
we formed three ideal types labelled as the acting tourist,
the Instagrammer, and the professional. Below, each
ideal type is described and discussed in relation to the
overarching aim of reimagining the city. The practice tied
to each type is also exemplified by a photograph.
4.1. The Acting Tourist
I did not put too much effort into it in terms of plan-
ning, but thought I should visit this, this and this. It
should not be a boring week….In a way I felt I should
show my favorite places. (Ingrid)
The acting tourist performs as vicarious tourists for
whom they want to present a favorable image in order
to counterbalance the negative reputation of the city.
Hence, they perform the activity as being tourists and re-
late to tourist discourses to make meaning of their prac-
tice. Therefore, this ideal type is called acting tourists.
They use their smartphones and seem perfectly fine
with using this device, as they normally use it for taking
photos. They plan the photo task in advance. An after-
noon or daytrip is planned to be able to visit selected
places and the activity is often undertaken with a friend.
Their imagined audience comprises citizens and
tourists. It is a built image, consisting of landmarks as
public reference points which they favour (see Figure 1).
They are aware of the fact that landmarks are used in
place marketing, but according to themselves, they add
a personal touch to these familiar objects by using filters.
However, their preferences for the built environment ori-
ented towards older buildings and landmarks means a
past temporal orientation. They combine the landmarks
with photographs representing activities they appreciate,
food and drink for instance. Taken together, it is similar
to the combination of photographs used for place mar-
keting (Warnaby, 2015). Moreover, their interpretation
of the task and imagined audience resembles the duty
of the marketing and communication department of the
city. The acting tourist is annoyed by other participants
who focus too much on themselves and use the official
account for personal branding.
The acting tourist has adopted a realist perspec-
tive on photography. This epistemological standpoint
guides their practice. According to Chalfen (2002) non-
professional photographs are guided by evidentiary ide-
als. Images are made to prove or to reaffirm an event.
In this case participants of the project discuss motives
Figure 1. The photographer wants to show the attractive-
ness of the city by using one of the most famous sculp-
tures in the city.
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and the true nature of the photographs and how the pho-
tographs resemble the object. The photographs taken in-
form about a place.
The acting tourist takes full advantage of digital tech-
nique when it comes to taking photographs. In accor-
dance with their ideal, filters are used to improve a posi-
tive experience or add a personal touch, but never to the
extent that reality is altered. Retro style filters are dis-
liked. The iconic character of photographs guides them
and is also an appreciated feature that seems to be im-
portant for them.
The possibility to show the positive side means that
as many as ninety photographs are published during
their week. They aremerely variants of the samemotives
because they are regarded as a way to present a rich im-
age of the city.
To conclude, the acting tourist activates knowledge
andexperience frombeing a tourist to perform thephoto
task. They explicitly compare their photographs to tourist
photography and use it as their point of reference and
ideal. Hence, it is the practice of tourist they rely on. They
have a preference for the picturesque; landscapes and
buildings in a past temporal orientation are some of the
characteristics. A few of the conventions of the media
application are taken into account, for instance the large
audience and the ideal of being instant. They expressed
their annoyance over participants who published a pho-
tograph obviously taken in the winter during the sum-
mer. Their past temporal orientation seems to contra-
dict the instant character of Instagram. But for the acting
tourist instant is related to when the photograph is taken
and published.
4.2. The Instagrammer
The private and this task blur. I can easily upload pho-
tographs on my work account during the weekend
when I am logged in. I have a smartphone and I enjoy
using it. You get such a direct response. (Sofia)
The Instagrammer activates knowledge from social me-
dia for making sense of the photo task. This group con-
sists of highly experienced social media users. They have
several Instagram accounts, for private as well as for pro-
fessional use. Therefore, the photo task is easily inte-
grated into their everyday use of social media. The smart-
phone camera is used, which is the equipment they nor-
mally use, for taking photographs. Moreover, it is in line
with their ideal of instant photography. “Instagram pho-
tographs should not be technically perfect”.
They want to counterbalance the negative image of
Landskrona, but comparedwith the acting tourist, the In-
stagrammer focuses on activities and people rather than
buildings and picturesque views. Theywant to contribute
to a different view of the city by informing others about
on-going projects and events. They want to photograph
more of the ordinary practitioners of the city, or to bor-
row from De Certeau (1984), the elementary form of
experience of the city. The function of photography is
merely to share a moment based on their self-interest.
Hence, their appraisal ofmundaneworklife distinguishes
the Instagrammer from the other types of user. However,
the evidentiary role of photographs guides them. They
are still taking photographs to inform viewers.
Spontaneous, natural, relaxed and real are words
used for describing what they want to achieve. There-
fore, they do not plan the photo task. Their preference
for the spontaneous and mundane and their acceptance
of imperfect photographs are ways to obtain a glimpse
of an unexpected view of the city and accomplish au-
thenticity and trustworthiness for their view (see Fig-
ure 2). They used filters but reflected on their use of fil-
ters and even #hashtagged photographs with “no filter”.
In contrast to the other groups, external filters are down-
loaded. Hence, they are not restricted to Instagram as a
service, they take advantage of techniques available in
social media.
Facebook is often used as an example of the blurring
of boundaries between front and back regions of social
lives. Uimonen (2013) claims that this is illusionary, as ex-
isting borders aremaintained and enforced. Social norms
of correct and accepted publication are actualized. The
strategists were reluctant to display their private life and
did not want to show their friends or family, or details of
their private life. Hence, it is a personal but not private
image they want to present during their week.
The Instagrammers argue that their main audience
consists of followers of the account, i.e. users of Insta-
gram, not necessarily geographically confined to Land-
skrona. The Instagrammer has the self-imposed objec-
tive to increase the number of followers for the account
during their week. Based on their experience from Ins-
Figure 2. The photographer wants to emphasize positive
everyday life in the city.
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tagram and other social media, they apply strategies for
increasing the number of followers. Their strategies in-
clude using #hashtags and geotags, i.e. tools are used
that arewithin socialmedia. Socialmedia rules also guide
the number of photographs they publish. One per day is
their goal, as too many are disturbing for the followers.
Moreover, it is unthinkable to publish old photographs.
It is important to generate positive reactions, i.e.
likes. They believe it is well-known and picturesque views
of Landskrona and photographs of well-known people
with many followers that generate likes. They check the
account and their photographs several times per day,
or every day during their week. It is a kind of immedi-
ate feedback on their photographs. On the one hand,
likes are stimulating for themselves, and on the other
hand likes are seen as a reward for the followers. “You
should publish photographs that your followers appreci-
ate”. The quest of achieving many likes guides their se-
lection of photographs to publish. Their ideals of pho-
tography seem to clash with their self-imposed objective.
Therefore, they are not pursuing their idea to present
an interesting and personal image of Landskrona, they
happen to chase likes and publish photographs attrac-
tive for a broad audience. Accordingly, controversial pho-
tographs or texts are avoided.
Social media conventions guide their performance
and their preferences for photographs. But the fact that
the Instagrammer publishes the photographs on an offi-
cial Instagram account entails ambivalence. The goal to
generate likes and increase the number of followers is
not compatible with their preferences for the personal,
mundane and authentic.
4.3. The Professional
My purpose was to be a little subversive and present
my picture of Landskrona. I’m quite allergic to doing
the same thing as everyone else. But it was not so
popular. People thought I was annoying and I did not
meet expectations. My photographs did not generate
an awful lot of likes. (Johan)
The professional relates the task to their professional
knowledge, being a professional photographer. This
group is very confident with the task and have a highly
individual interpretation and approach to the task.
Their guiding principle is to explore and interpret
rather than depicting a place. Some of themhave an idea
of a theme or themes they want to explore and display
(see Figure 3). They do not think in terms of audiences
of the Instagram account. They are focused on the pho-
tographs and their creation of photographs. The critical
eye seems to be an important guiding principle. More-
over, in contrast to the other two types, the professionals
makephotographs rather than take them (Chalfen, 2002).
Their epistemological perspective is different, as they re-
gard photographs, and particularly their photographs, as
a construct made by them to evoke a response.
The professionals circumvent the limitations of
smartphones and Instagram. They use their professional
digital camera for the photo task, as smartphones cam-
eras are considered to be limited and simple. The profes-
sional uses all available filters and ways of editing avail-
able for the professional. Their use is a careful consider-
ation and is undertaken in regard to what they want to
explore and emphasize.
Every photograph published is a careful considera-
tion. If the photograph was taken today, last week or last
year it does not matter. The instant character of Insta-
gram is ignored. Their own ideas are privileged. The com-
binations of photographs during a day are also planned
as are the comments to the photographs. They plan their
publication as an exhibition.
This group are aware of likes and consider them a
bonus. They recognize that their photographs do not fol-
low the conventions of Instagram. The professional ex-
presses opinions and takes a position with their pho-
tographs, which seems to be awkward and abnormal for
the other ideal types.
Some of the service of Instagram is used, for instance
hashtags. But compared to the strategists who use hash-
tags for increasing interest and number of followers,
hashtags are used in a differentway. The professional cre-
ates their own hashtags, guided by personal ideas, they
invent concepts and words. Their aim is to frame the city
in a different way. The media application is not about in-
forming or restricting their practice. They take advantage
of services, which can be used to further develop their
ideas and to explore possibilities with the media.
To conclude, professional photography conventions
guide their performance. The ambition is to explore phe-
nomena rather than merely represent.
Figure 3. The photographer explored temporality of the
city.
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5. Discussion
So far, the analysis has been directed towards the mi-
cro practice of photography identified by Chalfen (1987).
When comparing the different ideal types there are
other distinguishing features.
The participants make meaning of the photo task
by relating it to their previous experience of photogra-
phy. Their performance is therefore guided by more gen-
eral practices.
Their relation to and knowledge about Instagram
guides their performance. The acting tourist acknowl-
edges some of the conventions related to Instagram,
which seem to have consequences for the photographs
they decide to post. Instagram is the true element for the
Instagrammer. The professional is aware of Instagram
conventions but violates conventions and uses them for
their own purposes. The professional regards photogra-
phy as a way to explore a phenomenon, in this case
the image of the city. Their interest in exploring means
that they were thinking in a long-time perspective and
that they were also future-oriented. Their time orienta-
tion is in stark contrast to the acting tourist and the In-
stagrammer. The acting tourist preferred the constant,
stable, well-known, which resembles an orientation to
the past, while the strategist was more oriented towards
the present.
Different practices, and conventions related to them,
seem to inform their ideals of photography. However,
common characteristics can be found particularly be-
tween the acting tourist and the Instagrammer. Positive
aspects of the city are regarded as photo worthy and
proper to publish as they think they will generate likes.
The distinction between private and public is discussed
and the participants avoid being private and political on
this account. Consequently, it is the established and well-
known aspects of the city that are posted on the offi-
cial account.
In this project, the participants draw upon three dis-
tinctly different practices, but in other contexts addi-
tional practices may be relevant. In a project initiated by
the city and with vague instructions some roles may also
appear as sanctioned or normal. With the growing num-
ber of users of Instagram and increased familiarity with
social media we expect that the practice will have more
in common with social media than with traditional pho-
tography (Van House, 2016).
6. Conclusions
Themajor aim of this article has been to examine how ev-
eryday practices of digital photography are mobilized in
a place branding campaign involving Instagram takeover
to improve a city’s image. A performative approach to
everyday photography enabled us to understand how
photography is enacted and how different social conven-
tions guided the way that citizens curated the city’s In-
stagram account. The communicative events developed
by Chalfen (1987) made it possible to distinguish be-
tween different performances among the participants,
which were called the acting tourist, the Instagrammer
and the professional. The acting tourist and the Insta-
grammer take photographswhile the professionalmakes
photographs of the city. These performances were tied
to different interpretative repertoires and in part based
on participants’ previous experiences of photography.
Partaking in an Instagram takeover resembles a perfor-
mance in front of an audience in many ways.
A basic assumption in including everyday digital pho-
tography in place branding is to provide a more authen-
tic and trustworthy image of the city. Hence, the expec-
tation in place branding is that citizens’ personal perfor-
mances are put into the public domain through an of-
ficial Instagram account, which is open for anyone to
see. The participants in our study were highly aware of
the publicity of their posts and were thus careful with
what they posted on the platform. Images of the city pro-
duced in Instagram takeovers must therefore be viewed
as produced and displayed for a wide audience as imag-
ined by the participants. Consequently, the images of the
Table 1. Three ideal types of Instagram photography in the Instagram takeover project.
Event/ideal type The Acting Tourist The Instagrammer The Professional
Planning Sharing delights for Sharing personal moments Sharing self-perceived
tourists and citizens with other citizens interesting aspects
Shooting Past temporal orientation Instant temporal Mix of different temporal
orientation orientations
Behind shooting Postcard aesthetics Authenticity Complexity
Editing Instagram filters to Filters to express Technically advanced
enhance color and contrast atmosphere and mood filters
Display Many photographs Few, selected photographs Many photographs
Indicative text—selective Geo- and #hash tags— personal #hashtags—
of followers strive for “likes” and ignorant of number of
followers followers and “likes”
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city were choreographed according to social conventions
of what was considered appropriate to post on the so-
cial media platform and participants’ own strategic ra-
tionales of participating in the project. Typical rationales
of participation were to counter a negative image of the
city in the news media and promote themselves or their
businesses. In addition, photographic conventions and
the logic of the visual social media platform influenced
the way the city was imaged. It is the ideal, positive,
well-known, beautiful and impersonal image of the city
that is displayed on Instagram. The logic of the platform
to accrue likes and followers results in aspirational pho-
tographs and imaginaries. This means that to use Insta-
gram takeovers in a place branding strategy for the pur-
pose of reinvigorating the city image is difficult. While
Instagram takeovers are useful to strengthen an already
existing image of the city, this strategy is not likely to
change or contribute to novel ways of imagining the city.
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